
lii his writiiigs üii miinetisni, Roger 

Caillois argued that llie praying maiitis, 

unlike any olher insect, has l'ascinafed all 

civilizations since tiinp imuieuiorial. The 

strauge creature - faiiious for its ciislom 

of chopphig ofi' and devoiiniig the male s 

head durmg copulatioii - ñgures 

prominently in the myths, k'gends and 

rituals of cuhures arouiid die globe. 

Caillois concluded that (he praying 

mantis should be seen as irrefutable proof 

that the universal obsession with the 

figure of the dangerous woinan - I he 

feniine fatdíe whose uiost terrifving 

avatars inchided the decapitating Juditlis 

and Salomes of the world - liad u 

biological origiii. The deeapilating 

impulse diat existed as instinctual 

behavior in insects - the leasl evolved 

beings in the animal kingdom - lias 

persisted in luunans - the niost evolved -

as a mvthology. [1] 

Recentlv. Julia Kristeva has added 

a new twist lo the universal fascination 

with decapitalion. Slie luis devoled a 

novel - Possexsioiis ( l ' )9b) [2] - and an 

exhibilion - Iinioim ((ipilalex (Musée du 

Louvre, 1998) - lo the analvsis of this 

terrifying form of exeeiuion. Like 

Caillois. she acknowledges llial llie ihreat 

of losiiig one s head - espeeiailv at I he 

hands of a decapitating témale - is nol 

oiily one of the most widespread mvihs in 

all civilizalions, bul also one of ihe oldest 

motifs in the history of arl. wliielí 

stretches as far back as 100.000 13.C., 

wilh the primilive worship of skiills. Boih 

Possessioiis and I isions capitales depart 

from the premise ihal all l'oinis of 

representation - and especially \ isual 

forms - are iniricalely inlertwinetl widí 

an experiíínce of deeapitatioii. 

Possessions., Kristeva s lliird no\('l. o]iens 

wheii llie headless bodv of (Tioria 

Harrison. a sopliisticaled inií'lleiiual and 

translalor. is found King in a pool of 

blood in lile iniaginai'v and lullilessiy 

capitalisl lown of Santa Barbara (wliich 

was also the selting of Tlic Oíd Man and 

lile llol/s. Iier previous novel). Pilis 

decapilalion liiiiis oul lo be e.Mi'emcK 

produelive in lernis ol' cullui'e. since il 

serves to genérate llie complicated 

murder iny.steiT llial siruetures tli(> no\'el. 

Stéphanie Délaeoui'. a f rench journalisl 

reporting the ci'inie for a Parisian 

new'spaper, lands llie role oí impi'omplu 

detective and liecomes obsessed wilh 

solving the mvsterv. Stéphanie s 

boinidless cin'iosilx" - a |ila\ ful a\alai ' of 

the theory of negativity developed l)\ 

Kristeva in 77/c Reralution i)j Paclir 

Laiigiiage- niakes liei' sla\ in Sania 

Barbara unlil she lesolves llie pnzzliiig 

crinie. The lisl of characters (and 

suspects) is loiig: Slan Novak. (lloi-ia's 

self-alisorbed hiisband and a painler 

"reminiscent of \X ilhelm de Kooniíig 

who (lied of a drug oxerdose in an Indian 

ashram: .k'fry. the cou]ile's leenage son. 

an angelic deaf-miUe who afler years ol 

speecli tlierap\ anil •reeducalion has 

learned lo exjiress hiniself in a niachine-

like. Ingli-pilched monolonc: Paiiline 

(.ladean, the bov's overbeariiig speech 

therapisl whose maternal inslincls llave 

run oul of coiuidl: Victor Zorine. a soll-

spoken and biillianl psvcliialrisl wlio 

analyzes ever\ luiii ol llie niNslerx b\ 

invoking ]iost-l 'reudian theories of child 

developini'iil aiul laiigiiage aci|uisilion. 

EventualK. llie investigation 

zeroes-in on Cloria's lover, a corrnpl art 

dealer nained Michael i'isli who liad beeii 

seen leaving (doria s lioiise llie nighl of 

llie crinie. and is foimd lo l ia\c slolen a 

luimber of Aaluable painlings froni lier 

colleclion. l^xeniualK. Fish is arresled in 

Colombia, wliere bis iiewU opeiied arl 

galléis liad been laiindeiing drug iiioiie\ 

for the .Medellín Cartel (an organizalioii 

wiiich is in league wilh Sama Barba ra s 

•aloniic mafia" and ils illicil Hade of 

nuclear weapons). Fish, it lurns oul. liad 

been captured llianks lo a famoiis image 

of decapitalion: Amoiig the arlwoiks he 

slole was a co|JV of Picasso's Femiiic <i la 

colleivlle - n ciibisi poii iai l of Marie-

riiérese Waller w liicli ilepicls lier head as 

if Iviiig Olí a ilisli. lile poli rail, a lake, 

liad acliialU been paiiilcd b\ (doria s son 

— wliose iiiabiliu lo speak was 

compensaled h\ an iincaniu abil iu lo 

re|)lii'ale excii llii' mosl dil'ficiili picioiial 

sl \ les — and was casiK localed b \ 

l i i lcrpors arl experls wlieii Fish 

allenipted lo sell il. Fossessioiis is iliiis 

sliiicliired l)\ iwo decapilalioiis: llie 

inilial criiiic wliicli generales ihe invstery 

and lile plol. and Picasso h poiliail — a 

piclorial severed head - wliich alliiws the 

criiiie lo be solved and llie iioxel lo come 

lo an eiid. 

Picasso s Feíniíic d la collcrc/lc reí unís -

as does llie inlricaie relatioiiship lielween 

representation and decapilalion - in 

Kristeva s essav lor I isions capilalfs. an 
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Andrcii Sdlarii). Ctibi-za (Ir San .liiiiii liiiiiliald. I.ouvir. I'iiri.s. 

exliiliiliim wliirli Haces lili' «iciu'alogy oí' 

(l('c:i|iilin¡i)ii ¡II IMII()|)('ÍIII arl. I Icrc 

Picasso s porlrail hccoiiics aiiollicr ilem 

iii ol' llic IOIIÍ; liiii'afic oí srxiTcd licads 

ihal iiicludes depictious oi Medusa. Marv 

Magdalene. Saint Joliii tlio Baptist. dic 

Holv Shroiid. Judilli. Delilali. and cven 

Dr. (iiiillolin. llic ini'ainous invcnlor and 

namesakc of llie guillotine, 

In (he opening pages of tlic 

catalogue, Kristeva e.\plaiiis (hat fepre-

sentalions of sevcreil hi'ads iiol oiily 

e.xeii (lieii-])o\\ei\s ol' rascinalion iipoii iis. 

bul ihey can also 'oirer lo use Innnans, 

as absorbed as wc are b \ teclinieal 

niatters. an e.xperienee of tlie sacred, [3] 

"Becaiise tlii' sacred, " Kristeva assures us„ 

"or a( leas! llie nostalgia for llie saci'ed 

lliat has reinained in iis, does not reside 

in sacrifice. or in this or lliat [,..] 

religious triidilion, bul in llie speeilically 

human c.xperieiicc wliicli is llie C<I/)ÍICII\' 

lii rcprcsciil. [-+] The iiuagcs of severcd 

heads galhered in I isioiis ciipildlí's are 

sacred becaiise thev siiblimale a heinoiis 

ci-jine inlo a wiirk of arl. tlius leachlng 

the viewers tlial •'ihe oiiK possible 

redeniplion is.. . represeiilation. [3] 

Dcpielioiis of decapilalion lliiis coníirin 

Krisiexa's arguiiK-ul in 'ílic Iternliition in 

/'ai'lic l^(iiigiia¡ie- tliat pliysicai \ioleiice 

can be snhlimated into a syinbolic 

violeiiee that gixi'S rise lo lile iiiosl 

¡nleiisi' crealions of ail and lilerainre. 

At this point. niost readers would 

probablv raise their evebrows. kn 

experience of the sacred'^ Redeniption'í' 

Subhination? These are all words tiíat do 

noi sil well witli a pos tmodem readership 

raised ou tlieories of simitlacra and the 

arbi t iarv nature of the sign. Siich a 

deplovinenl ol luxslieal vocabiilarx niighl 

even evoke ihe phanlonis of a Miehael 

Fried proclainiing that "'presentiiess is 

grace. or a (jlenieiit Greeiiberg raiiil)liiig 

aboiil tile plenilnde and "all-at-oiiceness "' 

ihal eharacterizes the viewing of abstraer 

arl. [()] We might be tempted lo ask if 

tile llieorv of visión presented in i isioiis 

cdpildles — with its insistence on tlie 

retleinptive and sacred powers of art - is 

not a Modernisl conicback iii disguise. 

A closer anaivsis. how'ever, reveáis 

dial ihere are several cnicial differences 

between Kristeva s theorv of visión and 

its Modernisl eonnterpart. l 'or oiie. 

Modernisin posited the xiewing subjecl as 

the absohite iiiaster of ihe gaze, Tlie 

luuiierous diagrains drawn siiice the 

Reiiaissauec lo illnstrate the workings of 

oue-poinl pcrspective - the liackbone of 

-Moderiiist visual theories - iiiescapably 

posilion the viewcr as ihe origiu of the 

coordiiiates of visión, We find a perfecl 

ciul)odiiTient of Modernist visión - aiul of 

llie persi)eclival diagram - in Roger Frv, 

the English art eritie who would lectiire 

for lioiirs l:)efore a fiill aiidilorinni, telling 

liis andicnce liow lo look at the 

nui.sterpieces of Western art, "He," 

recount Virginia Woolf and Rosalind 

Krauss, "could lay bare the very inoment 

nf |)ercept¡on," Bul despite bis seitsitivity 

and erudilion, lliere was one thing which 

everyone. except Fry. coiild see: "the 

oiilline of the man against the screen,"'[7] 

Fry, obsesseil with niasteruig the field of 

visión ihal la\ before him. was 

appareulK aware of excii llic iiiost 
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minute visual delail, except for his own 

status as a viewing subject - the fact that 

he not only saw but was also seen. 

Kristeva's theory of visión could not 

be more different from the visión 

embodied by Roger Fry. If Modernism 

insists on the plenitude of the viewer, 

Kristeva sees visión as structured by a 

fundamental lack. Revising Freud's and 

Lacan's accounts of child development, 

Kristeva explains that at a certain stage 

in his development, the child leams that 

he must be separated - increasingly more 

often and for longer periods of time -

from the mother s bodv. This temporarv 

loss ''makes the child irremediably sad" 

and throws him into a primal depression. 

At this point the child is at his most 

vulnerable, and - as André Green has 

showTi [8] - if something were to happen 

to the mother, were she to die, to fall ill. 

to leave on a long trip - the infant wonld 

remain trapped forever in this mournful 

State and would probably perish. "If my 

mother is as if dead," explains Kristeva, 

"should not I also die, should not I kill 

myself, kill mv thoughts, stop eating and 

speaking?" [9] 

Most children, however, surpass 

this crucial stage by substituting an 

image for the temporarily lost mother. 

"They," Kristeva tells us, '"replace the 

absent face [of the mother], a source of 

love and fear, of joy and dread, by... a 

representation [of the absent mother]." 

Representation thus emerges as a strategy 

to cover up the loss that necessarily 

comes about with our passage into 

subjectivity. The visual sign - like its 

linguistic counterpart —, is permanently 

marked by the fundamental absence that 

it seeks to cover. "The sign," Kristeva 

concludes, "is [...] precisely what 

svmbolizes the object in the absence of 

the object itself [...] That which 

represents, arbitrarilv or by forcé of 

convention, its lost referent."[10] 

The act of decapitation is thus an 

apt metaphor for the process that gives 

rise to visión: The child has lost his 

mother, and the first image that he 

conjures up to cover up his loss - his first 

representation - is the mother's face, 

which appears in his mind as a solitary 

head, cut off from the maternal body. 

"The loss [of the mother] is soothed first 

by hallucinations of the maternal face, 

then bv its verbal designation."[ll] In 

other words, in order to enter the realm 

of visual and linguistic signs, the child 

must first symbolically decapítate his 

mother. "1 replace a capital 

disappearance," concludes Kristeva, 

"with a capital visión: my hallucinations 

and my words."[12] 

We thus see that Kristeva's theory 

differs greatly from the Modernist 

account of visión as plenitude. For 

Kristeva, the viewer - insofar as he is a 

subject - is always structured by an 

underlving lack. Absence lies at the heart 

of all visión, of all language, of all fonns 

of representation. Vision is merely an 

imperfect substitute for a primal loss 

from which no one ever fuUy recovers. 

*** 

But even if the imperfect Kristevan 

subject differs from the all-powerful 

viewer- a skeptical reader might object -

the experíence of visión described in 

Visions capitales still sounds too much 

like Modernist accounts of perception. 

Kristeva describes visión as a "sacred 

experíence" that can lead us to "the 

emancipating utopia of an ecstatic 

freedom." [13] Does this not remind us 

of Greenberg - our skeptical reader might 

continué - and his account of a mystical 

visión in which the viewer is likewise 

"summoned and gathered into one point 

in the continuum of duration" and 

becomes "for the moment, selfless and in 

a sense entirely identified with the 

object[...]."? [14] 

Once again, however, we discover 

that despite these apparent similaríties, 

Kristeva's theory of seeing is at odds with 

Greenbergian Modernism. It is true that 

Kristeva repeatedly invokes the powers of 

the sacred, but in her account this notion 

has nothing in common with Greenberg's 

perceptual mysticism. Kristeva's concept 

of the sacred has more to do with the 

experíence of transgression and its 

traumatic consequences than with the 

visual nirvana described bv Modernist 

critics. Kristeva considers visión as sacred 

not only because of its traumatic origin -

it was bom a strategy to ward off the 

trauma produced bv the mother's loss -

but also because of its powers of 

transgfession. Certain visions are 

transgressive because they transport the 

viewer to psychic extremes. To clarify the 

concept of a sacred, transgressive visión, 

Kristeva introduces the distinction 

between two radically different fornis of 

representation: the "icón " and the 

"figure." 

Kristeva appropriates the terms 

"icón" and "figure" from a the medieval 

debate between iconoclasts and 

iconophiles over the status of images. At 

a time when iconoclasm had become the 

dominant doctrine of Christianity (in 730 

The Byzantine Emperor Leo III had made 

it official), Saint Nicephorus, the author 

of a "Discourse against the iconoclasts," 

successfuUy defended representation by 

introducing the novel concept of the 

"economy of the icón." The icón, 

Nicephorus argued, was a form of 

representation that should be 

distinguished from traditional figuration, 

which merely sought to copy the visible 

m 



wcirld. As o|)|Kis('(l lo llic iiiiiiHiic 

"figure, tlie "¡CÜH al tcmpls lo piTsciit a 

visual appi'oxiination - a "a (-¡icuiii-

sciiplioii - oí llic iiuisililc icahn ol llie 

saci'cd. ••'Ule ecoiioiin of (he icoil, 

explains Ki^isle\a. ••|iroiuises a 

commuiiioii witli llie iiuisilile [...] Iiul 

iilTiniateK williliolds il IVoui iis. iíallier 

lliaii sliowiiig or revealing. llie icón liiuils 

ils lask 1(1 suggesliiij; aiiil alludiiij;. I3iil 

lilis idiiiidalioiil slialeíiA rendéis il more 

posverliil lliaii llie '•fiíiiire: ^l hidiigli llie 

elliplic appearaiiee ol 'a geslure. [llie 

ieoii] Iraiisporis iis iiilo llie \-erv lieiiii>- oí 

suííeriiiíi or eeslasv. [151 

Paldo l'ieahMt. I:s<cii(i f/e (/('((iftílafióii. 

Mnx-o Picasso. I'ari^. 

rile "ieoii. we see. lias less lo do 

willi an •aura oí rexcri-iiee and 

sainllÍTiess lliaii willi llie piiwcr oí 

iraiisporliníí llie \ ie\\ i ' r iiilo an inlense 

State of ¡ov or sorrow. Using more 

eoiiiemporar\ leriiiinolog\. \\c- eoiild sa\ 

dial lile ieoii. as opposed lo mimelie 

re]ireseiilal¡oii. lias llie powcr lo 

cormiiiinicale a powerliil dosage ol (ifjecl 

- tlie eleetrie elemeiil wliielí Rolaiid 

Bañiles (iiiee ealled \\\f piiiicluiii ol llie 

iiiiage. Iii íael llie Krislexan 

dillereniialion lielwceii •'ligiire and 

"icón corres])onds alinost exaellv lo the 

Barlliesian dislinclion iietween sliidiuiii 

íUiá piincliiiii (willi llie solé dÜTerence 

dial llie laller lerms are exekisively 

reserved for photographs) . 

In sharp eontrast lo ihe serene 

experienee oí \ iewing descrihed by 

(íreenberg and other N'lodernisl crilics, 

llie Kristex'aii ieon aligiis visión witli llie 

liorderline experienees lirouglil alionl l)v 

an exeess oí aífecl: love., ecslasy, 

madiiess. depression.. . 'Plie icón 

comnumicales a daiigcrous visión, an 

imensitv of energy tlial eonld easilv 

pierce (lie suhjecT s proleclive sliield and 

lead him to dealli. This is wliv tlie 

severed liead - the de|jlction of a 

suhjectiviu lieiiig imdone - is the 

iilliinale saei'ed iniage. the iiltimale ieon. 

•íí-k-k 

Kristeva's lheor\ oí visión has less to do 

wilh .VIodernism tlian witli tíie radical 

eoiice]il of llie sacred pro[)osed by Roger 

(laillois. (Jeorges Bataille, and the other 

niembers of the CoUege de Sociologie. 

r i ie \ . too. associated the sacred witli a 

subjeclix ilv puslied to ils liinils, to the 

|)o¡iil wliere the subjeil is tlirealeiied wilh 

dissolulioii iiilo iiolhiiigness. Nothing 

íascinaleil die College more lliaii the 

inlensiu alTorded li\ dealli and li\ llie 

psvcliic slales cióse lo di'alli. As (iaillois 

once pul il. "I'uiil ce (/ni lie se coii.somine 

¡xix. pDurril" - i\\\ llial does iiol 

exlinguish ilselí. rols. [ Id] 

Kristeva s eniphasis on the ]jüwers 

oí deca|illalioii firiiiK places lier llieorv 

oí \ ision as a direcl deseenilanl of the 

(iollege de Sociologie s exploralion of ihe 

sacred. Like Kristeva. llie fonnders oí llie 

(lollege were draw n to (lie se\ered liead 

as a powi'ifiil s\ iiibol - an •'icón" - for 

llie lv|)es of psychie extremes tliat 

íascinaled lliem. Depielions and acconnls 

oí decapilalion aliomid in llie lexls and 

dociimenls |irodticed liv the CoUege: 

Decapilalion. in one forin or aiiother, 

appears in 'Acépliale, ' the journal 

published by the groiip hi llie 19.'^üs: in 

André .Vlasson's iinages of headless 

bodies; in Bataille s wrilings - inchiding 

the celebrated "The Big Toe - calling for 

the dethroneinent of the reason: in 

(^aillois essays on "The Praving Mantis" 

and "Sociologv of the Execiilioner. [17] 

Of all ihe niembers of the (CoUege, 

it is wilh (^lillois and Bataille tliat 

Kristeva s iheorv of visión exhibits tlie 

closest affinitv. Like Caillois, Kristeva is 

draw n lo llie scaiidalotis possibilitv 

stiggesled bv images of decapitation: The 

prospect ihat visión could rim ils course 

even after ihe liead. the repositorv of 

reason, has been ciit off. In "Sociologv of 

the Executioner," (Caillois iiivokes a 

historical exaniple of sueh an outrageous 

occiirrence. Diiriiig llie reigii of Lonis 

X\T. he lells US. ihe executioner Sansón 

was knowii for liis efficiency and 

expediencv. 'A\ lien he executed Lallv-

Tolleiidal. (laillois wriles, "Tlie \ictiin 

asked inipalieiillv: 'So. whal are vou 

waitiiig foi? And Sansón provided the 

follow iiig response. whose liorriíic huiiior 

arises IVoni the fact that one is addressing 

a corpse: "But Sir. it s done. You niav see 

youiseHV[18] 

For Kristeva, as for the niembers of 

llie College, the severed head is the 

iillimale icón. Il poinls not oiiK lo a 

viewer pierced bv tUc /JIIIIC/IIIII of alíect, 

bul lo a \ ision dial conlinues aíler one 

has lüst one s heail. No longer dominated 

b\- rationality. visión beconies wild; it is 

lra\ersetl by madness and given over to 

ihe death drive. In deí'apitalion, the 

subject finds the la.st visión - Kristeva 

calis it '•ca]jilar' - . ihe final flash liefore 

lili' is e.xliiiguished. Il is a horrilic 

experienee. bul once wliicli - like all 
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Escuela Irancesa. Cabeza dv Ijii.s XVI. 

Bihliolcca Nacional de I rancia. I'aris. 

m a n i f e s t a t i o n s oí' t h e s a c r e d - a l so h a s a 

p o s i t i v e u n d e r s i r l e : i( l i b e r a l e s i h e eye 

í roi i i t l ie I.vraiin\ (lí r a l io i í a l i tv . In t h e 

v i s i ón a f í o r d e d b v decap i t a t i í j r i , K r i s l e v a 

te l l s US, " M a n h a s e s c a p e d f r o m liis h e a d 

Hke a p r i s o n e r bo i i i ¡ail. M e a d l e s s . t h e 

v i e w i n g s\il)jecl b e c o m e s " a bei i i i ; wl io 

i g n o r e s all p ro l i ib i l io i i s [...] aii ego 

flooded b v a n excess oí' u i i c o n s c i o u s , 

w h i c h g ives ¡(solí u |) tn i h e o l h e r . a n d 

s u r p a s s e s al l l in i i t s a n d i n l e r d i c t i o n s , i n 

jouissance a n d e c s t a s y . [ 1 9 ] 

K r i s t e v a ' s a p p r o p i - i a l i o n of i h e s e v e r e d 

h e a d as a n " i c o r r c a n b e seen as t h e 

u h i n i a t e r o n s e ( | u e i i c e of ihe B a t a i l l e a n 

d c s i r e to l)i-eak a w a y Iroiii t h e t v r a n m of 

r e a s o n . W e s h o u l d r e n i e n i b e r i h a l in 

" T h e Big T o e , " Ba t a i l l e l a m e n t e d l l ial 

h n r n a n s h a d v i o l a l e d d i e nal in-a l o r d e r b y 

l io ld ing llic i h i n k i i i g h e a d in ihe higliesl 

e s t e e m . All a n i m á i s . Ba la i l l e e .xplaincd. 

•«'ere s t r i i c l u r e d b \ a h o r i z o n t a l a.xis iha l 

p l a c e d t h e m o n l l i a n d ilic a iu i s . d i e l icad 

a n d lile g c n i l a l s . on (lie s a n i e le \ ( ' l . M a n . 

h o w e v e r , ins is le i l o n h o l d i n g h i s h e a d 

a b o x c all o t h e r o r í í ans . t h e r e b \ - l u r n i n s 

t h e hoi - izomal a.xis in lo a ve r l i ca l o n e a n d 

¡ i n p o s i n g i h e r n l e of i h e n i i n d o \ ( ' r t h e 

l o w e r l ) O i l \ . Bnl ih i s u n n a t u r a l , ve r t i ca l 

o r d e r is a fi'agilc o n e , a n d il c o m e s 

u n d o n e w h e n e v e r m a n s u c c u m l í s to t h e 

d r i v e s . h i r n o m e n t s of i n t e n s e paii i o r 

p l e a s n r e - Hke t h e e c s t a t i c " l i t t l e d c a l h 

of o r g a s n i - t h e h e a d is t h r o w n b a c k , a s 

if i h r o u g h tliis i n s t i n c t u a l g e s t u r e t h e 

sub jec t w e r e s e e k i n g a r e t i i r n to t h e 

h o r i z o n t a l a l i g n n i e n t b e t w e e n t h e n i o u t h 

aiifl tile l o w e r o r g a n s . [ 2 0 ] T h e final 

o u t c o m e of Ba t a i l l e .s logic , \ \ e c a n 

c o n c l u d e , is d e c a p i t a t i o n : if t h e affect is 

i n t e n s e e n o n g h . t h e l iead will be i h rowi i 

b a c k w iili sncli forcé t h a t it f<ills off. 

T h i n k . ffir e .xample . of t h e \ \ a \ in w liicli 

t h e e c s t a t i c h ' i i ia le l aces in S a h a d o i ' 

D a l í s Plieiioiiiciion of Ecslduy ( 1 9 3 3 ) -

g ive t h e u n c a n n v a p p e a r a n e e of so n i a i i \ 

s e v e r e d h e a d s . f loa t ing in s p a c e . d e t a c h e d 

f r o m t h e i r b o d i c s . . . 

W e h a v e c o m e a l o n g \ \ a \ frcjm ihe 

t v p e of v i s ión p o s i t e d b v M o d e r n i s t c r i t i cs 

l ike R o g e r f r\- a n d (^leinent ( ¡ r e e n b e r g . 

In / isioii.s cdpittdes. t h e v i e w e r is n o 

lo i ige r l l ie a l j so lu t e m a s t c r f)f t h e g a z e , n o 

l o n g e r t h e m i g h t v t y r a n t of t h e s ensc s : on 

t l ie c o n t r a r v , t h e v i e w e r h a s b e c n ¡oltcfl 

o n t of h i s se l f -possess ion a n d h a s lost h is 

h e a d . P i e r c e d bv a v is ión o v e r f l o w i n g 

wi lh affect , t h e v i e w i n g snb iec t is p n s l i e d 

to his l imi t s . t h r e a t e n e d wi ih d i s s o l m i o n 

( w h i c h is t h e i n e \ i t a l ) l e c o i i s e ( | n e n c e ol 

all s a c r e d e x ] ) e n e n c e s ) a n d loss . U n l i k e 

t h e a r m c l i a i r m v s t i c i s m of M o d e r n i s t 

c r i t i cs , t h e K r i s t e v a n s a c r e d is a n 

b<ii-derline (-Xfierieiice t h a t l e ads t o loss , 

m a d n e s s . a n d e(•stas^. .Marx o n c e sa id 

tha t C ü i n m n n i s m h a d t u r n e d H e g e l on ils 

h e a d . P e i h a p s il w o n i d nol be e n l i r e l v 

i i i a c c i u a t e to C O I K I I K I C iha t in oin ' t imes , 

g o x e r n e d a s (bey a r e by l i H K l a m e n t a l i s m 

a n d n e w - a g e s p i i i l u a l i t \ . .Inlia Kr i s l cxa 

h a s t n r n e d the s a c r e d on ils h e a d . 

.XOTF.S 

[ I ] K(i<;ci'Caillois. "La mantc relifíiciisc." in 

IA- Myl/ir el riiíiiiiiiic (Paris: Calli inaid. 

P):i8). p | , . .T-l!.-). 

['!] .lulia Krisic\a. I'omicssliiiis (Paris: l ' 'a\aril. 

I < ) i ) l i ) . 

[3] Julia Krisleva. lisioiis rii/>ilalcx (Paris: 

Kdilions ele la RCUMÍDU des .Vlusécs 

Nalioiiaux. 1<)')8). p. 11 . 

[-I-] lliiil. | i . l.")2. [•'.rli|iliasis iu llic (ir¡i;iual. 

[.'i] ll)i(l.. p. 1 1 

[()] (a-cculicrj;. MiJiIcniisl Paiiiliiii;." iii 

('/í'íiit'iil (,'rc('iifn'/i>;: l'/ic Cíillí-clcd Es>;ttys 

<iíid ('rrlii'isiii. \()1. -t ((iliicaizc: I tii\crsil\ 

(if Chicapj Press. 1<)8()). | . . ' ' ) 1 . 

[7] Hijsaliiul Ixrauss. 'I'lir ()/)/,ical I iiniiisrioiis 

(Cambridge: MIT Press. 1993) . p. 1 lí!. 

[8] See André ( a r e n . Le Irarail dii 

;/<-gVí/(/(Paris: Edilioiis de Miiuiil. 1')'):5). 

[9] Krisle\a. i isioim (•(ipiudes. \>. I-I-. 

[10] Ihid. 
[ I I ] Ibid.. p. 2-t. 
[12] Ihid.. p. 1.-). 
[1 : Í ] II.id., p. l.")2. 
[1-t] (;reenl,(M-. p. 91 . 
[1.1] Ihid.. pp. ().•)-<)(). 

[ l o ] Rcjger Cailldis. Ij'lioiiiinv el le xaeré 

(Paris: Calliiiiard. 19:59). p. l íU . 

[17] Uoger (lailliiis. "Socioldjíie dii Bdiureau. " 

iu /,(/ eoiiiiiiiiiiioii dexfiírls (Mexicu CiU': 

l'.dicioucs Quetzal. P)^:!) . | ip. H - . T . 

[Ifí] Ihid.. |,. 2 1 . 

[19] Krislcxa. I isio/is e<í/nl(des. pp, l.")l-l.~)2. 

[20] Ceoifícs Balaille. T l i e Bif; Tue.' in 

í ixioiix of Exeess. Iraiis. .Miau Sloekl 

(.Miuneapolis: I ui\"ersil\ ol Miiiiiesola 

Press, 198.')), pp. 2 0 - 2 3 . 

.U•X3LX^'ES DE NOS FUERES SAriUÍIEZ P̂ VB. IJl TILVITRE. 

BCCE Í'Ü.ITIXF. 

^^idB^^^^^^ 

^^^^^DoÜ^C''̂ ' '^\. 
^^^^^^SEFI^'^\^^\ 

^^^^^K^^T^^KSk.''"^^ i 

^^M 
^^^^^V 

^r 
^ 

Son \«nr m p n r iibrciiva uoi Rilloas -

/-v 

^-.J 

-UXSI PF,UISE LES TllAITIUSS A. LA P A . T m E . 

F.sciiila lraiic<'sa. Eeee Ciixliiie. 

Museo ( la rua \a le l . Paris. 




